Carles Pujol: Video as a Fourth Dimension in Painting by Figueres, Abel
ART 
CARLES PUJOL: 
V I D E O  A S  A F O U R T H  
D I M E N S I O N  IN P A I N T I N G  
SIXTEEN YEARS AFTER HIS FIRST NOT STRICTLY PICTORIAL 
INSTALLATION, CARLES PUJOL HAS ATTAINED A LEVEL OF 
EXPRESSION OF GREAT COMPLEXITY AND WEALTH. HIS USE 
OF VIDEO AS A MEDIUM IS PROBABLY WHAT HAS EARNED 
HIM MOST INTERNATIONAL ACCLAIM. 
A B E L  F I G U E R E S  A R T  C R I T I C  
A R T  
F , . +~ 
' 3 ' .  I..: 
, . 
'. 
; Antoni Mercader has pointed 
>ut, Carles Pujol (born Barcelo- 
na, 1947) is, in our country, "a 
pioneer in the artistic use of the video- 
recording and the video-installation". 
But although this is true, this descrip- 
tion could give rise to possible misun- 
derstandings that will need clarifica- 
tion. 
Pujol is one of the artists who decided 
in the sixties to use different media 
from the strictly pictorial or sculptural 
media. At that time there were even 
people who went so far as to label these 
new expressive resources as "alterna- 
tive". 
The heterogeneous use of media forced 
the majority to leave the country in 
search of greater comprehension, more 
support and more possibilities for their 
work than those they found here. Pujol 
was one of the few who did not end up 
in Paris or New York, though this does 
not mean that he had to abandon his 
ideas or his aims. We can logically as- 
sume that this circumstance was an 
added burden on top of the dificulties 
inherent in his work. 
Today, sixteen years after his first not 
strictly pictorial installation, Carles Pu- 
jol has attained a level of expression of 
great complexity and wealth. His work 
overfiows with suggestions and discov- 
eries that stimulate perception, sensibi- 
lity and thinking. 
His latest installation is called Sense Es- 
pai (Without Space) and was presented 
in the Palau de la Virreina, in Barcelo- 
na. It is, in fact, an intervention in and 
with the space in this central Barcelona 
building. "Now perhaps I ought to say 
that the artist told the writer how he 
meant to bring down the pillars and 
pass through the walls of the palau de la 
virreina", writes Antoni Munne-Jorda 
in the catalogue. And indeed, in Sense 
Espai, Pujol takes parts of columns, 
arches, walls, corners, etc., and recons- 
tructs them in another relative position 
with other materials. This results in 
large, decontextualized pieces that oc- 
cupy, cross, lie or hang in the space of 
the halls. 
But other forms of expression are also 
used and juxtaposed in the installation. 
Via a battery of monitors, we can ex- 
amine -and much more closely than 
from the standpoint offered us by the 
position and scale of our bodies- the 
corners, walls, ceilings, ridges or 
changes of plane that, when seen on the 
screen, take on a pictorial effect. 
A video-recording explains -via an in- 
fographic procedure- that from being 
architectural fragments these objects 
have become three-dimensional 
through a series of developments and 
projections in space. 
The installation also makes use of text 
and sound. All in all a great variety of 
media that, as the artist says, take "vi- 
sion as their chief exploratory resource, 
but without straying too far from audi- 
tion". 
Carles Pujol started out painting and 
still describes himself as a painter: "My 
approach to my installations is picto- 
rial". His concept of painting embraces 
everything because "space is my can- 
vas". He therefore acts on this space 
with all the media available to him, 
creating visual effects and sensations 
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that allow him to rediscover "painting" 
as theme and expression. 
The story of his painting, as Teresa 
Camps points out, "is less well-known 
today than his work as a video artist". 
The fact is that between 1968 and 198 1 
his pictorial work often developed 
alongside the video-installations and vi- 
deo-recordings. 
His use of video as a medium is pro- 
bably what has eamed him most inter- 
national acclaim. He has taken part in a 
number of shows, biennials and exhibi- 
tions, where his work has been selected 
or he has been invited to carry out an 
installation. 
This has made it possible for him to be 
present in Buenos Aires, Antwerp, Co- 
penhagen, Vila Nova de Ceweira, Ma- 
drid, Sao Paulo, Paris, Bucharest, Liu- 
bliana, Karlsruhe, Montbéliart, New 
York, Los Angeles, Bologna, The 
Hague, Mexico D.F., Donostia or Ber- 
lin, places where events or meetings are 
organised at which video is the main 
objective or the basic means of expres- 
sion. 
In spite of this recognition, Pujol isn't 
exactly a video artist. This is what 1 was 
referring to at the beginning when 1 said 
that this description might lead to cer- 
tain misunderstandings that needed cla- 
rification. He is not exactly a video ar- 
tist because his approach does not fol- 
low the ideas of Macluhan. In other 
words, for Pujol, the medium is not the 
message, but an element used in expres- 
sing oneself and transmitting sensations 
to the spectator. Pujol uses "video as 
just another element, like a sort of 
brush". To him, video "is a mechanical 
eye that sees what the human eye can 
not see." 
In Islamey (1 983-84), the images on the 
monitor give coherence and cohesion to 
a flat figure and a three-dimensional 
form that are separated in space. In Mo- 
viment (1984), the screen becomes a 
pictorial space that captures the move- 
ments of some black wooden battens at 
the same time as their shadows are pro- 
jected on to a screen. The result is a 
mobile painting. In Velázquez (1 98 5 )  
and Las Meninas (1986), the camera 
fulfills the function of the famous pain- 
ter's eye in an installation that is a me- 
taphoric staging of the well-known 
painting. 
In the video-recordings, the pictorial ef- 
fect is enhanced even more. We could, 
once more, say that they are almost mo- 
bile pictures and paintings. Very often, 
this effect is achieved by eliminating 
space and perspective so as to arrive at 
a flatness that coincides with a very par- 
ticular point of view and with the posi- 
tion of the frame. We might, for exam- 
ple, mention Homenatge a Eric Satie 
(1976) or Suite (1985). 
Sometimes the installations have spatial 
and three-dimensional elements that 
become the central feature and that 
overshadow the video itself. This is the 
case of Reflex (1986), where a large 
frame seems to be reflected in a wall-to- 
wall mirror, when in fact it is a long 
room with an apparent separation in 
the middle. What we think is the reflec- 
tion is no more than another real frame 
that extends the perspective of the first. 
For these reasons, 1 consider that Carles 
Pujol uses video as a fourth dimension 
of painting. Painting with a language 
whose chief topics are space, time and 
movement, without forgetting the im- 
portance of sound and text in our cul- 
ture. 
